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ABSTRACT
Ferguson, Maria Carmela Sansone. MA. The University of Memphis. May, 2016.
Silent Resistance: The History and Resonance of 19th Century Photographs of Native
Americans. Major Professor: Dr. Earnestine Jenkins.
Although nineteenth-century photographs of Native Americans were often created
to portray romanticized images of a “vanishing race,” they can also represent the agency
of those pictured. In this paper, I present research on a collection of photographs taken of
Osage Indians by George W. Parsons in Pawhuska, Indian Territory, during the late
nineteenth-century. In order to support my claim that the photographs in the collection
are examples of silent resistance practiced by Native Americans, I discuss the history of
representation of Native Americans and highlight elements of Osage culture illustrated by
the photographs. In doing so, I demonstrate how the images illustrate the agency of the
sitters to represent their Native identity and culture. I also discuss how contemporary
artists re-appropriate images and narratives about Native peoples in order to reclaim and
rewrite the history of the Native experiences, and therefore emphasize the continuous
narrative of Native American history.
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INTRODUCTION
The story of American art and visual culture has long been subject to a hegemonic
narrative, that either ignores or misrepresents the experiences of subjugated cultures.
Often, the only histories of non-white peoples available to us are those that have been
told through the lens of the dominant culture, at the expense of a more complete picture
of the history of America. In studying the representation of one culture by another, it is
our responsibility to question motives – especially when a dominant culture is
representing those whom they are subjugating. However, when reading such imagery, we
must also consider whether those being represented might have had any measure of
agency in their representation. We can very easily assume that subjects were posed or
that the images were later manipulated, and this line of thinking could cause the viewer to
miss important clues about the individuals represented. The assumption that the imagemaker was in complete power over the image-making process – and therefore that the
subjects were powerless in their own representation – ascribes too little credit to those
pictured. Many subjugated cultures have cleverly created methods of practicing silent
resistance against dominant powers with stories, songs, and images that have left clues
about resistance and agency, both of individuals and cultures as a whole. For example,
studio portraiture at the turn of the nineteenth-century offers insight into such silent
resistance. I argue that the vision of the photographer is often secondary to the agency of
the subjects.1
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1

While there are examples of more famous photographers, such as Nadar, who practiced
a great deal of creativity and manipulation of the subjects in order to execute their vision for the
photographs, the majority of carte de visite and cabinet card portraits taken during the turn of the
century are extremely formulaic. As is still common today, the subjects are typically seated in
front of a painted backdrop and faced towards the camera. It is this adherence to the formula of
portraiture that transfers representational agency from the photographer to the subject.
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During the late nineteenth-century, photographs of Native American cultures were
widespread for a number of reasons. Whether taken for ethnographic purposes,
documentation, illustration of a “vanishing race,” or sentimentality, each type of image
offers a glimpse into the relationship between the photographer and subject. We rarely
find images in history books that represent the agency of Native subjects in portraying
their own culture and attitudes. However, such images can be found in the archives of
museums and libraries, and in private collections. I have studied one such collection for
purpose of this thesis: The Pink Palace Collection of Photographs of Native Americans
currently held in the Memphis and Shelby County Room of the Memphis Library. The
collection consists of eighty-four black-and-white cabinet card portraits of men, women,
and children, the majority of whom are of Osage Indians, and all of which can be dated
between the mid-1880s and the early 1890s.2 Although nineteenth-century photographs
of Native Americans such as those found in the Pink Palace collection were often created
to portray romanticized images of a “vanishing race,” some are indicative of the ability of
Native people to document themselves and their culture.
In a contemporary example of Native modes of resistance, Theresa O’Nell
discusses the social use of storytelling as a means of both symbolizing resistance against
whites, and affirming Native identity:
I argue that repetitive storytelling at the Flathead reservation about encounters
with whites must be seen as more than simply the communication of factual
information about a set of empirical events. Instead, the repeated telling of such
stories must be seen as a creative and potentially empowering act in the service of
the construction of a positive group identity for members of the Flathead Indian
community. Specifically, these popular narratives represent an attempt to
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
2
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The English term, “Osage,” is translated from “Wah-Zha-Zhi” in the Osage language.
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transform the negative messages of prejudice into positive images of Indian
identity through implicit contrast with the reprehensible behaviors of whites.3
O’Nells discussion of resistance through storytelling highlights the practice as a positive
and empowering act. Though the resistance demonstrated by photographs such as those
in the Pink Palace collection is visual rather than verbal, the sitters were similarly
celebrating their Native identity. Whether through overt means such as their dress and
culture, or through more subtle symbols of resistance, studio portraiture exhibits the
intent of the sitter rather than that of the photographer. However, the role of the
photographic archive is complicated, especially regarding images of subjugated groups
taken by the dominant class. One’s initial response to such photographs might be to
assume that the photographers – as members of the dominant culture – were in control of
every aspect of the images. This analysis is understandable, considering the history of
race and representation in the history of art. It is true that many photographers staged and
manipulated images in order to represent Native Americans as the photographer believed
they should be seen. However, through a discussion of the history of the representation
Native peoples, I demonstrate that some such photographs are indicative of the agency of
the sitters to control their own representation.
In conducting an analysis of the collection, I have primarily attempted to
determine the accuracy of the photographs themselves, in depicting an authentic portrayal
of Native culture. I believe that such authenticity of representation should be the primary
consideration in analyzing photographs of subjugated groups, since many images were
created with the intent to propagate stereotypes. In his article, Images of the Surreal:
Contrived Photographs of Native American Indians in Archives and Suggested Best
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
3

Theresa D. O’Nell, “Telling about Whites, Talking about Indians: Oppression,
Resistance, and Contemporary American Indian Identity,” Cultural Anthropology 9 (1994): 95.
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Practices, Zachary Jones offers an excellent definition of contrived photographs of
Native Americans around the turn of the twentieth-century:
Contrived, a term used to mean faked or fabricated, should be understood with
historical photographs in the same way; historical fabrications or faked scenes
captured in photography to represent some type of action, argument, or ideology.
Since historical photographers found it difficult to convey an idea visually, they
orchestrated placement and use of specific individuals, costumes, backgrounds,
and other factors to portray a conceptualized notion.4
Jones includes examples of contrived photographs, and outlines the common attributes
for the purpose of identification, noting that: “Many of these contrived images meet one
or all of the following criteria: 1. contain mocked or staged scenes, 2. present non-Native
impersonators as Native individuals, 3. convey Euro-American perceptions of Indians,
and 4. transmit an ideological or political argument.”5 As I will discuss in this analysis, I
do not believe that the photographs in the Pink Palace Collection exhibit any of the
preceding criteria. While the individuals are pictured against studio backdrops, the
photographers have not created the sort of staged scenes to which Jones refers.6 In
addition, the photographs do not present non-Native impersonators, as I have established
tribal identity for some of the individuals.7 The photographs are not intended to convey
Euro-American perceptions of Indians, and throughout the thesis I argue that the images
are examples of the agency of the Native Americans pictured to represent themselves as
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
4

Zachary R. Jones, “Images of the Surreal: Contrived Photographs of Native American
Indians in Archives and Suggested Best Practices,” Journal of Western Archives 6
(2015): 8.
5

Jones, “Images of the Surreal,” 8.

6

In his examples, Jones discusses scenes that are staged to show a woman weaving
baskets while seated on a blanket, and a medicine man healing a sick patient. The scenes are
made to look as though they were taken outdoors in a “natural” setting. Jones, “Images of the
Surreal,” 9-10.
7
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See chapter 1, “The Pink Palace Collection,” 15-17.
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active agents in the creation of their culture. Finally, the photographs do not transmit an
ideological or political argument on behalf of the photographer, as is implied in Jones’
discussion. Instead, I study how the photographs illustrate practices of silent resistance by
the Native American sitters.8 While it is true that Euro-American perceptions influenced
photographers of Native Americans, we must consider the circumstances and context of
each photograph in order to more accurately establish authenticity, or lack thereof. In
bringing up authenticity, I call into question the presumed inauthenticity of photographs
of Native Americans by non-Native photographers. In this discussion, I consider
authenticity as the true reflection of cultures, informed by the ways in which members of
the culture chose to represent themselves.9 In doing so, a more comprehensive view of
the Native experiences during this period in time is achieved. Specifically, I have
included photographs by nineteenth-century Native photographers Jennie Ross Cobb and
Richard Throssel, whose photographs illustrate the difference between ethnographic
interest in Native cultures and a humanizing perspective of Native people. Their
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
8

See chapter 3, “Colonialist Representation.”

9

Jones, “Images of the Surreal,” 5. Regarding the Pink Palace collection, as I will discuss
in later chapters, I believe that the photographer did not falsify these images in any way and,
therefore, the sitters were given complete authority over their own representation. While the
photographs might initially be considered less “authentic” than those taken by a photographer
such as Edward Curtis due to the painted backdrop and studio setting, I believe that the opposite
is true, since studio photography relies little on the view of the photographer. Additionally, since
the sitters would have been the paying customers of studio photographers, I believe that the
images reflect a desire to please the sitter rather than a non-Native financier or tourist. For
discussion regarding the use of the term “authentic” has been used in the colonized world, see:
Linda Tuhiwai Smith, Decolonizing Methodologies: Research and Indigeneous Peoples (London,
New York & Dunedin, N.Z.: Zed Books & University of Otago Press, 1999), 72-74. For more
general discussions regarding photography and authenticity, see: Susan Sontag, Regarding the
Pain of Others (New York: Farrar, Strauss and Giroux, 2003). Susan Sontag, On Photography
(New York: Farrar, Straus and Giroux, 1977). Walter Benjamin, “The Work of Art in the Age of
Mechanical Reproduction” in Illuminations, ed. Hannah Arendt (New York: Harcourt, Brace &
World, 1968), 214-218.
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photographs were not created to satiate the curiosity of white Americans, but for the
purposes of sentimentality and memory. Although studio portraits such as those in the
Pink Palace collection were taken by a white photographer, they can by analyzed as
images created for similar purposes. The photographs include men, women, and families.
Many women are wearing traditional clothing such as dresses and blankets, many of the
men wear dance costumes, and some of the men and children wear more contemporary
clothing. The photographs give the impression of a family photo album, in which the
sitters dress in the manner in which they would like to be remembered by future
generations. This is how I have read these photographs: as objects created for posterity,
with sitters resisting representations of the vanishing race and the noble savage, ensuring
that their families and loved ones would remember them as they chose to be remembered.
Because many of the photographers of Native Americans were non-Native, the
issue of “Othering” must be addressed, since the exploitation of Native American
subjects is well documented. Whether for monetary purposes or for recognition,
photographers recognized a market for photographs of Native Americans, and capitalized
on such images. Edward Curtis, for example, was funded by J. P. Morgan in his quest to
photographically document Native tribes. His book, The North American Indian, 19071930, gained him critical acclaim and recognition. Lesser-known photographers would
take photographs specifically to sell to tourists, or would collect negatives taken by other
photographers for the purpose of re-selling prints.10 Due to such practices, it is important
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
10

For example, Jones discusses the late nineteenth-century photographer Edward
DeGroff, who “occasionally photographed Southeast Alaska’s Native American Indian
population, primarily Tlingit Indians. He then sold these photographs to tourists and those who
passed through Sitka.” Jones goes on to explain how DeGroff staged images which “purported to
showcase Tlingit spirituality in practice,” in order to cater to the interests of tourists. Jones,
“Images of the Surreal,” 1. In the Pink Palace collection are a number of examples of photographs
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to analyze photographs of Native Americans taken by both Native and non-Native
photographers in order to separate signs of “Othering,” from accurate representations of
the Native experiences. In doing so, we are better able to discover the truths that such
images hold, and what they can teach us about Native life and Native perspective at the
turn of the century.
In studying this collection of photographs, my intention has not been to create a
definitive explanation of Native American life and culture in the late nineteenth-century,
but to add to the narrative of the complex Native experiences during this time.
Additionally, I hope to demonstrate how such images have influenced the creation of
contemporary Native identity. While photographs by Curtis inform us about how
European Americans wanted to perceive Native Americans, and those by Jennie Ross
Cobb and Richard Throssel tell us how Native Americans saw moments in the lives of
friends and family, I believe that commercial portraiture can give us insight into how
Native peoples wanted to present themselves for posterity. Each type of image can add to
our understanding of this quickly changing time in history, and ultimately compose a
more complete picture of the Native experiences. Such images, whether intended for
ethnographic, narrative or sentimental purposes, can now offer us insight into silenced
histories.
Review of Literature
While I have found no texts discussing cabinet card portraits of Native Americans
at length, some sources have offered a great deal of insight regarding photographs of
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
which were collected and re-sold as prints, in the case of those printed on the cardstock of J. C.
Avery. All such images in the collection have text on the back noting that negatives were to be
sold at a reduced rate, informing us that Avery was likely re-printing and selling images to
tourists.
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Native Americans and photographs by Native Americans. For instance, Native Nations:
Journeys in American Photography was published by Barbican Art Gallery to coincide
with their exhibition of historical and contemporary Native American photography, held
in London from September 10, 1998 to January 10, 1999.11 Native Nations is one of the
most comprehensive books on the representation of Native Americans during the
nineteenth and twentieth centuries, with essays on early painted portraiture,
anthropological study of Native Americans, and the role of photography in government
policies of colonization and forced assimilation. The essays focus on the creation of
stereotypes, and the consequence of such stereotypical views on the lives and cultures of
Native peoples, both past and present. I have found the essays by Theresa Harlan and
Hullaeh Tsinhnahjinnie especially valuable in forming a more complete interpretation of
the history of representation and the effect of the photographic archive. Similarly, Lucy
Lippard’s Partial Recall: Photographs of Native North Americans includes essays by
Native American artists and authors, in which they discuss the role of image making in
the lives of Native Americans in the nineteenth-century, and the influence of the
photographic archive on the construction of contemporary Native identity.12 Since the
history of photography of and by Native Americans covers a broad range of topics, I have
used a number of other resources in the course of my analysis.13
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
11

Jane Alison, Native Nations: Journeys in American Photography (London: Barbican
Art Gallery in Association with Booth-Clibborn Eds., 1998). For additional essays on Native
photography from the Native perspective, see also: Spirit Capture: Photographs from the National
Museum of the American Indian Johnson, Tim. Washington: Smithsonian Institution Press, 1998.
12

Lippard, Lucy. Partial Recall (New York: New Press, 1992).

13

For references regarding the history of representation of Native Americans, see:
Berkhofer, Robert F. Berkhofer, The white man's Indian: Images of the American Indian from
Columbus to the Present (New York: Knopf, 1978). In his book, Berkhofer documents the many
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Chapter Layout
In the first chapter, I introduce my research on the Pink Palace collection of
photographs. I first discuss the provenance in order to discern how the images were
brought to Memphis, Tennessee from Pawhuska, Oklahoma. Next, research on the
photographer George W. Parsons is presented in order to establish a tribal identity for
those pictured in the photographs. In addition, analysis of the photographs themselves
enables me to establish a date range for the collection.14 The second chapter focuses on a
visual analysis of the photographs in the collection in order to demonstrate how such
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
factors that contributed to the creation of stereotypes and misconceptions about Native
Americans. See also: Robert Taft, Artists and Illustrators of the Old West: 1850-1900 (Princeton,
N.J.: Scribner, 1982). For general discussions of Edward Curtis and “vanishing race”
photography from the Native perspective, see: Christopher Lyman and Edward S. Curtis, The
Vanishing Race and Other Illusions: Photographs of Indians by Edward S. Curtis (Washington,
D.C.: Smithsonian Institution Press, 1982). Patty Talahongva, “Recreating Curtis,” Native
Peoples Magazine 27 (2010): 20-31. For information regarding a general history of ethnographic
photography and factors affecting the interest in Native Americans at the turn of the twentiethcentury, see: Christopher Pinney and Nicholas Peterson (eds), Photography’s Other Histories
(Durham: Duke University Press, 2003). Brian Hochman, Savage Preservation: The
Ethnographic Origins of Modern Media Technology (Minneapolis: University of Minnesota
Press, 2014). Elizabeth Hutchinson, The Indian Craze: Primitivism, Modernism, and
Transculturation in American Art, 1890-1915 (Durham, NC: Duke University Press, 2009). For
discussions regarding colonialism and representation see: Linda Tuhiwai Smith, Decolonizing
Methodologies: Research and Indigenous Peoples (London, New York & Dunedin, N.Z., Zed
Books & University of Otago Press, 1999). In her book, Smith discusses how imperialism has
affected academic research, and argues for the construction of counter-methodologies that can
more effectively convey the indigenous experience. Chris Gosden and Chantal Knowles,
Collecting Colonialism: Material Culture and Colonial Change (Oxford: Berg, 2001). This book
discusses the relationship between colonialism and material culture. Race-ing art history. This
collection of essays covers issues of racial representation in art and art historical scholarship. For
writings by and on contemporary Native artists, see: Hulleah J. Tsinhnahjinnie, "When Is a
Photograph Worth a Thousand Words?" Native Nations: Journeys in American Photography, ed.
Jane Alison (London: Barbican Art Gallery in Association with Booth-Clibborn Eds., 1998): 4155. Hulleah J. Tsinhnahjinnie, “Compensating Imbalances,” Exposure 29 (1993): 30. James Luna,
"I've Always Wanted to Be an American Indian," Art Journal: 18. James Luna, Truman Lowe,
and Paul Chaat Smith, James Luna: Emendatio (Washington, D.C.: National Museum of the
American Indian, Smithsonian Institution, 2005).
14

While previous researchers have offered educated guesses as to the dates of the
photographs, I have not come across a thorough visual analysis of the photographs and cabinet
cards or a definitive date range.
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images can illustrate silent modes of resistance. The history of the Osage is briefly
discussed, touching on elements of Osage culture illustrated by the photographs. The
third chapter discusses the history of colonialist representation of Native Americans from
the early 16th century to the early twentieth-century, including painted portraits by
George Catlin and Charles Bird King, ethnographic photography, and the romanticized
“vanishing race” photography of Edward Curtis. Chapter four compares the
representations discussed in earlier chapters to photographs taken by nineteenth-century
Native photographers Jennie Ross Cobb, Richard Throssel, and early twentieth-century
Native photographer Horace Poolaw. I also discuss the significance of archival images
for contemporary Native American artists Will Wilson and James Luna, considering how
these artists re-appropriate photographic images and narratives about Native peoples in
order to reclaim and rewrite the history of the Native experiences.

!
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CHAPTER 1
THE PINK PALACE COLLECTION
The photographs that form the core of this study are a part of The Pink Palace
Collection of Photographs of Native Americans currently held in the Memphis and
Shelby County Room of the Memphis Library. This collection consists of eighty-four
black-and-white cabinet card portraits of men, women and children, many of whom are
Osage Indians.1 According to the records of the Pink Palace Museum, Mrs. Robert Clark
donated the collection of photographs to them in 1956, and it was subsequently
transferred to the Memphis Public Library in 1986.2 The photographs are mounted on
cabinet cards that are in some cases imprinted with the names of the photographers and
locations of their studios. There are two photographers named on the cabinet cards: G. W.
Parsons, located in Pawhuska, Indian Territory, in present-day Oklahoma, and J. C.
Avery, located in Sedan, Kansas. In the course of research, I have attempted to identify
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1

Other collections of similar photographs are held at: NMAI, Smithsonian, Gilcrease,
Denver Museum, Edward Ayers Collection, and the Osage Tribal Museum. Margaret Blaker of
the Smithsonian noted: “We have a fairly large collection of photographs of Osage Indians taken
by G. W. Parsons of Pawhuska. Our negatives were made from original prints that we borrowed
in 1964 from the Osage Tribal Museum.” The Denver Museum also informed Mrs, Gotten that
their copies were prints from the Osage Tribal Museum. Camille Gotten, “Summary of
Research,” (Pink Palace Museum, 1971).
2

Between January and May of 1971, Mrs. Camille Gotten of the Pink Palace Museum
conducted research on the collection, attempting to identify the photographers and the Native
Americans pictured. In conducting research, Mrs. Gotten contacted several institutions, including:
Pawhuska, Oklahoma Chamber of Commerce (unanswered); Sedan, Kansas Chamber of
Commerce (unanswered); Bureau of Indian Affairs, Washington, D.C. (unanswered); Kansas
State Historical Society Museum; The Menniger Foundation Museum and Archives; Brooklyn
Museum; Museum of the American Indian, Heye Foundation; Oklahoma Historical Society
Museum; University of Oklahoma Museum; Smithsonian Institution; Denver Public Library;
Osage County Historical Society Museum, Pawhuska, Oklahoma; Sioux Indian Museum and
Craft Center, Rapid City, South Dakota; Bureau of Indian Affairs, Anadarko, Oklahoma; Denver
Art Museum. Of those contacted, only the Smithsonian, the Osage Tribal Museum, and the
Denver Museum were able to offer resources or information about the photographers or subjects
in the photographs.
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the donor of the collection to the Pink Palace, find information on the photographer(s),
identify and establish tribal identity for the subjects of the photographs, determine a date
range, and place the photographs in historical contexts.3
As the Pink Palace Museum has little information about Mrs. Robert Clark, I
researched records of those with the last name of Clark who lived in the Pawhuska area
during the time that the photographs were taken.4 In 1939, an obituary for Mrs. Ada
Clark was published in the Sedan Times-Star, stating that she was “a past matron of
Sedan and Pawhuska chapters of Eastern Star,” and we can therefore associate her with
both of the locations listed on the cabinet cards.5 Her obituary also states that she was a
resident of Sedan, Kansas, and later moved to Pawhuska, Oklahoma, which is about forty
miles south of Sedan. Born in Morenci, Michigan as Ada Church, she moved to Illinois in
1874 “to help care for her sister’s two small children,” one of whom was Robert Clark,
who was one year old that year. Following a move to Kansas and the death of her sister,
Ada Church married her sister’s widow, Frank Clark, in 1876. The obituary noted that
her adopted son, Robert Clark, lived in Memphis, Tennessee at the time of her passing in
1939. According to census records, a Robert F. Clark was residing in Memphis in 1930
and 1940, and his birth date was listed as about 1876 in Kansas. He was married to
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
3

During the course of conducting research on the collection, I have contacted: The Pink
Palace Museum, The Osage Nation Museum, Osage Nation Archives, Wha-Zha-Zi Cultural
Center, The Edward E. Ayer Collection at the Newberry Library, and the Smithsonian National
Archaeological Archives. Of those who have responded, Jestein Gibson of the Pink Palace
Museum, C. Cali Martin, Collections Manager of the Osage Nation Museum and Mary Brown,
Archivist at the Osage Nation Archives have been able to offer information regarding the
collection, the photographers, and individuals pictured.
4

The Pink Palace does have a Memphis address on file for Mrs. Robert Clark, so we can
be sure that she lived in Memphis during 1956 when the collection was donated.
5

The role of “matron” is a position of leadership within the Order of the Eastern Star, a
fraternal organization. “Obituaries,” Sedan Times-Star, February 2, 1939, Accessed November 5,
2014. http://www.ksgennet.org/ks/cq/obits/obitsc1.html
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Isabelle S. Clark, who was born in 1878 in Connecticut.6 There were no children living in
the household at the time of either census, and obituaries have not yet been located for
either Robert or Isabelle Clark, but the address on Robert Clark’s death certificate is the
same address listed for Mrs. Clark in the Pink Palace files.7 Based on the evidence that I
have found, we can be certain that Isabelle Clark was the donor of the photographs.8
While it is not clear how the original owner came into possession of the collection, it is
possible that the photographs were purchased directly from the photographer(s).
However, it is possible that those pictured may have simply given them to the original
owner as mementos, as was traditionally the purpose of cartes de visites and cabinet
cards.9
Although the photographs in the Pink Palace collection are printed on cards
bearing the name of two separate photographers, evidence suggests that only G. W.
Parsons took the photographs that make up the collection. It is very likely that Avery did
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Isabelle’s name was spelled “Isabel” on the census.

7

Robert Clark’s death certificate lists his mother’s name as Ada, his father’s name as
Frank Clark, his place of birth as Kansas, his place of death as Memphis, and his wife as Isabelle
Clark. The date of his death is listed as April 11, 1959.
8

Mrs. Clark also donated a number of items, mostly South American and Samoan
artifacts. Since she did not donate any Native American art or cultural items, this leads me to
believe that she did not travel to Pawhuska herself, but that she or her husband inherited the
collection of photographs.
9

In one image, the text reads: “Old Gray Horse 107 yrs. Old died at 110-111,” leading us
to conclude that the text was written after the photographs were initially taken, and by someone
familiar with the individuals pictured. The exception to this would be J. C. Avery’s photographs
that note: “this negative at a reduced rate.” These would have either been purchased from the
photographer, or acquired from someone who had purchased them from him. However, one such
image does have the name of the subject written on the front of the card.
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not take any photographs, but was simply copying Parsons’ negatives.10 For instance, ten
of the photographs have notes written on the back, reading “this negative at a reduced
rate.” The only photographs with this phrase are those printed on Avery’s cream card
stock, and all of the photographs on Avery’s cream card stock have this phrase written on
the back. Additionally, I have found no information on the photographer J. C. Avery,
other than a mention in a photographic journal, noting the receipt of a photograph.11
Parsons, however, was well known as an established photographer in Oklahoma.
George W. Parsons was a non-native photographer, born in Arkansas in 1845. He
moved to Pawhuska around 1885, and established a photography studio sometime before
1890.12 While practicing as a photographer, Parsons may have shared a studio with a
photographer named Oscar Drum, who also took portraits of Native Americans.13 It is
possible that Parsons had also copied earlier photographs that he had collected.14 This
would explain the photographs that are of tribes other than Osage, and those portraits
posed against backdrops not common to the painted backdrops in the Osage portraits.
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Mrs. Gotten of the Pink Palace stated her opinion that J. C. Avery had “merely copied
the works of other Indian photographers,” as only the Kansas State Historical Society had any
record of him. Gotten, “Summary of Research.” In response to a letter of inquiry sent by Mrs.
Gotten, J.B. Smith responded: “I’m not familiar with J. C. Avery of Sedan. However, that is not
very far north of here, and everyone had to go to Kansas to bank, buy supplies and trade in the
early days so I am rather sure they would be Osages.” Correspondence from J.B. Smith, President
of the Osage County Historical Society – Museum, in response to a letter of inquiry from Mrs.
Gotten, 1971.
11

Charles F. Chandler and Arthur H Elliott, Editors, Anthony's Photographic Bulletin 21
(1890): 547.
12

E-mail correspondence from Brown, Archivist, Osage Nation Archives, regarding G.
W. Parsons, in response to an e-mail inquiry that I sent.
13

E-mail correspondence from C. Cali Martin, Collections Manager, Osage Nation
Museum, in response to an e-mail inquiry that I sent.
14
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Therefore, I believe that we can accurately establish that George W. Parsons was the
photographer for the Osage portraits in the collection. In earlier research, the Pink Palace
noted that the Denver Museum held photographs by Parsons marked 1892.15 In 1971,
Margaret Blaker of the Smithsonian noted that: “Most of Parsons’ pictures in our
collections seem to have been made in the late 1890s. As the imprint on the mounts of the
original pictures identifies the studio as ‘G. W. Parsons, Pawhuska, O.T.,’ this seems to
delimit the dates to 1890-1907, when ‘Oklahoma Territory’ was in existence.”16 Since
Parsons’ imprinted cabinet cards in the Pink Palace collection are marked, “I.T.” or “Ind
Ty,” as opposed to “O.T.,” I believe that the photographs in the Pink Palace collection
mounted to G. W. Parsons’ cabinet cards can be dated to pre-1890 for the dates that they
were taken and the dates that they were printed and mounted.
The identity of the Osage pictured has been more challenging to establish, as very
few of the cabinet cards had names recorded on them.17 In previous research, the Pink
Palace was able to establish a tribal identity for some of the subjects, but was not able to
identify names of any Osage pictured.18 In comparing Parsons’ photographs to a
photograph taken by the Arkansas City, Kansas, photographer William Prettyman, I have
identified three individuals pictured in the Pink Palace collection, ca. 1890, (Figure 1).
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Gotten, “Summary of Research.”

16

Correspondence from Margaret Blaker of the Smithsonian in response to a letter of
inquiry from Mrs. Gotten, 1971.
17

If the Osage did in fact gift the photographs to the original owner, I believe that it is
very likely that the names were then written by the original owner. The names are all written in
the same style of script handwriting.
18

Margaret Blaker at the Smithsonian “sent a list of their photographs (which were
copied from originals belonging to the Osage Tribal Museum) which I have compared to our
collection. In several incidences, the same names appear on both lists. This has allowed me to
establish a tribal identity for some of our subjects.” Gotten, “Summary of Research.”

!

15!

The photograph by Prettyman is a group portrait, titled Band of Osages Indians, with
individual names listed below the portrait. I believe that the adult pictured in the
photograph by Parsons of Little Bear & son, (Figure 2), is the same man noted as number
ten in the Prettyman photograph. I also believe that the man pictured in the photograph by
Parsons of Cha-sah-wah-sah or 3rd God of the Osage, (Figure 3), is possibly the same as
the man noted as number two in the Prettyman photograph. Finally, the photograph of
Old Toby, (Figure 4), could be the man noted as number seven in the Prettyman
photograph, who is likely Che To Pa.19
Additionally, the Pink Palace collection photographs have been compared to the
photographs in the Osage Nation Archives.20 I found only one photograph that is an exact
match in both collections; in the Pink Palace collection, (Figure 5), with the individuals
identified as “L-R: unknown, Paul Buffalo allottee #563 and Pierce St. John #623” in
images P01-0643a, and P01-0643b held by the Osage Nation Archives. In the Pink
Palace collection, the back of the cabinet card reads: “Sasacalf Geo. Summers.” There are
two instances of the same name appearing in both collections. Image P01-0276 in the
Osage Nation archives is labeled: “L-R: Mrs’ Pahsetopah allottee #461, Alice Red Eagle
Marshall Wofford Sroufe #741, Mrs. William Pryor.” The individual pictured is possibly
also in the Pink Palace collection photograph labeled “Mary Prier,” (Figure 6). Images
P01-0985a and P01-0985b in the Osage Nation Archives are labeled: “Albert Penn
Family L-R: Albert Jr., Albert, Grace, 1st wife with baby poss. Mary.” I believe that
Albert Penn is possibly the same person as in the Pink Palace collection photograph
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I discuss the significance of Che To Pa in chapter 2, “Modes of Resistance,” 28.

20

I have received the files from the Osage Nation Archives courtesy of C. Cali Martin,
Collections Manager at the Osage Nation Museum.
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labeled “She-o-ne-hah & Albert Penn,” (Figure 7). While I have only been able to
identify two new names based on the comparison of these two collections, the Osage
Nation does have documentation of tribal identity for many of those pictured in the
photographs of Osage taken by George W. Parsons. Since there is only one photograph
between the two collections that is an exact match, the photographs in the Pink Palace
collection may be unique originals, rather than copies of earlier negatives. This informs
us that Parsons, unlike Avery, was not likely re-printing photographs or selling his prints
to customers other than the original sitters, which strengthens my argument that the
photographs were taken primarily for Osage individuals and families.21
In order to determine date range for the photographs in the Pink Palace collection,
I focused first on the process used to produce the negatives and the characteristics of the
paper prints and cabinet cards.22 Cabinet cards were produced in the United States
beginning in the mid-1870s, and replaced the smaller carte de visite format in popularity
during the early 1880s.23 Some of the images have telltale signs of the collodion wet plate
process, such as fingerprints in the emulsion and imperfectly coated edges. The wet plate
collodion process was primarily used from the 1850s to the 1880s, until photographers
began using the dry-plate process. However, it is also possible that the photographer used
the dry-plate process for portraits lacking the signs of collodion. The photographs have
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I have not been able to determine how Avery was able to obtain Parsons’ negatives, but
it is possible that Parsons sold a portion of his negatives. However, since there are no doubles
between those printed by Parsons and Avery, Parsons likely did not sell his entire collection, but
only those negatives that he did not use to make final prints.
22

Information on dates for technology, prints, and cards from Gary Clark, 19th Century
Card Photos KwikGuide: A Step-by-step Guide to Identifying and Dating Cartes De Visite and
Cabinet Cards (Phototree.com, 2013).
23

Cabinet cards can be easily identified by their size: they are commonly a standard size
of 4.25” x 8.5”, whereas the carte de visite format was commonly 2.5” x 4.”
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been printed on either glossy collodion printing-out papers or glossy gelatin printing-out
papers, both of which were used between the late 1880s and 1920s. These dates align
with the time frame of 1895 to 1890, when Parsons is said to have established his photo
studio. Dating the photographs based on the cabinet cards is easier, but not as accurate,
since these dates will only give us an idea of when the prints were mounted to the cards,
as opposed to the dates when the actual photographs were taken.
The photographs are mounted to a combination of cream colored and dark green
cabinet cards. Both Parsons and Avery mounted prints to cream-colored cards, which
were produced beginning in the 1870s. Some of these cards have their names imprinted
on the front and incorporate thin gold single-line borders. The more artistically imprinted
names can be dated between 1883 and 1900, and the thin single-line borders are dated
between 1885 and1900. Most of the cream cards have a plain cut edge, which was used
from 1870 and 1900, while some of the cream-colored cards with Parsons’ imprint have
unevenly scalloped edges, which date between 1887 and 1894. There are two
photographs mounted to dark green cards that have an imprint of “Avery” on the front,
but the remainder of the of photographs on dark green cards have no identification. The
dark green cards were popular between 1885 and 1895, and have unevenly scalloped or
beveled edges painted gold. The unevenly scalloped edge dates between 1887 and 1894,
while the beveled edge dates between 1885 and 1900, but were most popular between
1885 and 1895. However, since evidence suggests that Avery was re-printing Parsons’
negatives, we can attribute the possible dates of the green cards to re-printed negatives,
and not to the date that the original photographs were taken. Taking this into account, we
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can date the cards between 1885 and 1900, and the photographs adhered to them between
the mid-1880s and 1900.
While studying the cabinet cards aids with the determination of a date range, a
more specific date for the photographs can be determined based on evidence drawn from
the content and contexts of the images themselves.24 Though characteristics such as the
styles of clothing and hair will typically offer clues for dating, many of the sitters in the
Pink Palace collection are wearing traditional clothing or dance costumes rather than the
Victorian dresses and hairstyles found in cabinet cards of white subjects. There is,
however, one photograph in which the sitter is wearing a three-piece suit and bow tie,
(Figure 8). The bow tie looks to be a style from the late 1880s, and it is possible to date
the suit to the late 1880s or early 1890s. While the backdrops and furniture can typically
offer clues, it is likely that Parsons was operating a small studio on a low budget, unable
to afford the expense of brand new furniture and props. Painted backdrops were popular
between the early 1800s to 1900, and the most common backdrop used in photographs
adhered to Parsons’ cabinet cards is that of a balcony, looking out over a body of water
with a single small sailboat, which looks to be hand-painted by an amateur artist. A fringe
chair is used is some of the photographs, but would have been available beginning in
1864, so does not offer additional clues for dating the Pink Palace collection. Some of the
photographs adhered to plain cards incorporate stands for the sitters to steady themselves,
indicating a longer exposure time and therefore an earlier date than the photographs
attributed to Parsons, in which the sitters do not use supports.
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Information on date ranges for clothing, backdrops, and furniture from Gary Clark,
19th Century Card Photos KwikGuide: A Step-by-step Guide to Identifying and Dating Cartes De
Visite and Cabinet Cards (Phototree.com, 2013).
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One photograph in the collection offers more specific clues for dating, which is
labeled “After the Ghost Dance,” and depicts of a group of dancers in front of what has
been identified as wooden structure, (Figure 9).25 There are several prints of the
photograph made from two separate negatives. However, since the difference between
the two negatives is very slight, Parsons may have taken two photographs within minutes
of one another. The photograph in the Pink Palace collection is printed on Avery’s cream
card stock, and is closely cropped. A print of the photograph was received by Anthony’s
Photographic Bulletin, dated September 27, 1890, in which the editor states: “We would
note the receipt of two photographs from J. C. Avery, Jr., of Sedan, Kans., one of which,
a group of Osage Indians, is particularly good. The group is at the agency, and
immediately behind is the round house, in which the tribal dances take place, and which
with its brush-thatched roof and thoroughly rustic appearance renders itself beautifully
appropriate as a background.”26 However, as discussed earlier in the chapter, although
Avery submitted the photograph, it is unlikely that he was the photographer
Similar prints are held in a number of collections, all of which have been
attributed different dates. A print at the Gilcrease Museum in Tulsa is labeled “War
Dance” and dated ca.1886, while a photograph of the same group in the Newberry
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It is unlikely that these photographs actually document the Ghost Dance. In 1890,
Sitting Bull of the Arapahoe tribe introduced the Ghost Dance to the Osage Indians, which they
“danced it once or twice but abandoned it.” It seems more likely that these are photographs of I’nLon-Schka dancers. For further information about the I’n-Lon-Schka, see: Alice Anne Callahan,
The Osage Ceremonial Dance I'n-Lon-Schka (Norman: University of Oklahoma Press, 1993).
See also: Garrick Alan Bailey and Daniel C. Swan, Art of the Osage (Seattle, Wash.: Saint Louis
Art Museum in Association with University of Washington Press, 2004), 67.
26

Charles F. Chandler and Arthur H Elliott, Editors, Anthony's Photographic Bulletin,
Vol. XXI, No. 18 (September 27, 1890), 547.
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Library’s Edward E. Ayer collection, also labeled “War Dance,” is dated ca.1880-1900.27
There is also a print in the University of Science and Arts of Oklahoma's Dr. Anna Lewis
Collection, which is not dated, but is adhered to a G. W. Parsons cabinet card with a
location of “Pawhuska, O. T.” The Zaricor Flag Collection also holds a print, with
“Osage” “wardance seehaw” “1882” and “Osage War Dance” written in pencil on the
back of the photograph. The print is not adhered to a cabinet card, so was likely printed
later than the print in the Pink Palace collection.28 The photograph in the Pink Palace
collection, which was printed by Avery, has been cropped more closely than print in the
Zaricor collection, and therefore does not include the flag on the top of the round house.
The Zaricor print does include the American flag, which is most likely an 1865 flag based
on the representation of 5 rows of stars, the indentations of two rows of stars, and the
alternating rows of eight and six stars.29 Taking into account that the I’n-Lon-schka dance
was introduced to the Osage in the mid-1880s, that this style of cabinet card was
produced beginning in 1882, and that the photograph was received by Anthony’s
Photographic Bulletin in 1890, it is likely that this photograph was taken between the
1882 and 1890. However, taking into account that the print mounted to Parsons’
cardstock held in the University of Science and Arts of Oklahoma's Dr. Anna Lewis
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“ArchiveGrid,” G. W. Parsons Photographs of Osage Indians, Ca.1880-ca.1900,
Accessed November 26, 2014. http://beta.worldcat.org/archivegrid/collection/data/43626688.
28

"Photo of Osage Indians with Inverted U.S. Flag," ZFC Item Details.
https://www.flagcollection.com/itemdetails.php?CollectionItem_ID=2753 (accessed November
24, 2014)
29

In the photograph, we can observe only 28 stars due to the fold caused by the wind, and
we can easily identify two rows of eight and one row of six. Assuming that the last two rows
would continue the same pattern of six then eight stars, we can justifiably assume that the
remainder of stars on the unseen portion of the flag would bring the number to 36.
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Collection identifies the location as “Pawhuska, O.T.,” as opposed to “I.T.,” we can more
accurately date this photograph to circa 1890, when Oklahoma Territory was established.
Additionally, taking into account that Parsons was said to have moved to Pawhuska in
1885, and that all of the cards printed to Parsons’ cardstock in the Pink Palace collection
identify the location as “Pawhuska, I.T.,” we can date all of the photographs in the Pink
Palace collection taken by George W. Parsons can be dated to no earlier than 1885 and no
later than 1890. This date range supports my claim that Ada Clark was the original owner
of the photographs, and that she would have personally known the subjects in the
photographs, as the timeframe falls between her move to Kansas in 1876 and her death in
1939.
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CHAPTER 2
MODES OF RESISTANCE
“This time before the American Civil War and the 1867 treaty of Medicine Lodge is
remembered as the Golden Age of the Oklahoma Indian. For many Indians this age
followed up the brutal, nearly genocidal expulsion from their original homelands. Such
irony pervades much of Oklahoma’s Indian life. The present Indian nature of the state is
the result not of aboriginal Indian choice but of white policy. Most Oklahoma Indians
opposed coming to the state. Oklahoma’s Indian people are largely descendants of 19thcentury emigrants who had been driven by whites from almost every other section of the
country. More bitterly ironic, Indians found in Oklahoma quiet haven. Eventually they
came to love this land, and in the end it too was taken from them.” – Rennard Strickland1
As justification for the oppression of Native People, Americans romanticized the
idea of the “noble savage” and the “vanishing race,” and forced assimilation to deprive
Native people of their heritage and instead adopt the culture of white Americans. As a
result, Native tribes relied heavily on tradition to retain their identities and sense of
belonging. In addition, they utilized silent forms of resistance to survive the trauma of
cultural and physical devastation. Commercial and documentary photographs captured
this resistance. It is subtly observed in the agency that the subjects practiced by choosing
how to present themselves and their cultures for posterity, and in more conspicuous ways,
such as through the act of dancing the I’n-Lon-Schka or flying the American flag upsidedown over their indigenous structures. These “indirect” but sophisticated modes of
resistance were effective in maintaining and embracing Native identity during a time that
the United States government was forcefully enacting policies of assimilation and
subjugation.
During the age of Manifest Destiny and westward expansion in the United States,
the government continually justified the confiscation of valuable tribal land by referring
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Rennard Strickland, The Indians in Oklahoma (University of Oklahoma Press, 1980):
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to the “savagery” and the eventual and inevitable demise of the Native Americans.
Beginning in the nineteenth-century, the Osage signed a number of treaties with the
United States by which they ceded or sold their land in Missouri and Arkansas,
eventually settling in present-day Oklahoma by 1872.2 While the relocation of the Osage
was not a forced migration, it was certainly not a result of their own choice. “The major
thrust of Indian settlement in Oklahoma was the result of white government policies:
formal negotiations; informal counsel, bribery, and threats; and military force,” resulting
in voluntary migrations that settled the Osage before the implementation of Andrew
Jackson’s Indian Removal Act of 1830, more commonly referred to as the Trail of Tears.3
It was a brutal and tragic experience wherein as many as one fourth of the Indians died
from exposure and exhaustion.4 Although the Osage were not relocated at this time, the
tribes that were moved to areas surrounding their land were now hunting the same areas,
resulting in overhunting and a depleted supply of game animals.5 For example, by the
summer of 1876, the southern buffalo was virtually extinct, eliminating the main source
of food and clothing for all of the Plains Indians, leading to greater reliance on the
government and acceptance of the reservation system.
The second half of the nineteenth-century brought more devastation for the
Osage. After moving to Pawhuska, Indian Territory many members of the Osage tribe
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The Osage signed treaties with the U.S. Government to either cede or sell their land in
1808, 1818, 1825 and 1850. Garrick Alan Bailey and Daniel C. Swan, Art of the Osage (Seattle,
WA: Saint Louis Art Museum in Association with University of Washington Press, 2004): 66-67.
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Strickland, The Indians in Oklahoma, 3.
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Many also died of disease and starvation. Strickland, The Indians in Oklahoma, 4.
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Bailey, Art of the Osage, 7.
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died between 1872 and 1892, with their population falling from 3,600 to just over 1,000
full-blooded members. At the same time, boarding schools were established for Native
children, such as the Carlisle Indian Industrial School in Pennsylvania. Children were
taken from their homes in order to live and study at the schools in an attempt to
assimilate them to Western culture. According to Carlisle Indian Industrial School
records, at least sixty-three Osage children attended the boarding school.6 While
attending school, the children were forced to alter their names, clothes, language and
customs. A first-hand account by Luther Standing Bear of the Lakota tribe gives an idea
of the methods and living conditions that the children encountered in the school. Not only
were they forced to alter their names, clothes, language, and customs, but the change in
diet and exposure to infectious disease resulted in the death of half of the Plains Indian
children who were living at the school.7 In 1887, the General Indian Allotment Act was
passed by congress, stating that land belonging to the Native Americans was to be
divided up and allotted to those already living on it, and that “surplus” land was to be
opened for non-Indian settlement. The land belonging to the Osage was allotted in 1906,
and white settlers moving onto their land further affected their resources and culture.
These actions were all part of a forced socialization process meant to systematically rob
the Native Americans of their land and heritage, and force them to adopt the habit and
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The Osage are one of the tribes making up the broader group of Plains Indians. “Carlisle
Indian School Digital Resource Center,” Records of the Carlisle Indian School, Accessed
November 26, 2014. http://carlisleindian.dickinson.edu/collections/records-carlisle-indian-school.
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Albert L. Hurtado, Major Problems in American Indian History: Documents and Essays
(Boston: Houghton Mifflin, 2001), 375-377.
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dress of white Americans, all while romanticizing and appropriating the image of the
“Native.” 8
The forced removal and cultural appropriation took a heavy toll on the minds and
bodies of Native people. They resisted such policies by attempting to maintain control
over those areas of their lives and cultures that the government and white settlers were
not able to change through legislation or military force. Often, this resistance was enacted
in ways that were undetected or misunderstood by their white neighbors.9 Whether
through storytelling, subversive resistance to government policies, Native Americans
were pro-actively resisting forced cultural change. The photographs of the Pink Palace
collection are a record of such agency, documenting the Native people as they chose to
present themselves. The sitters are posed individually or in small groups, usually seated
on a bench or chair, and are almost always faced toward the camera. The position of the
sitters facing toward the camera is significant, since photographs taken for ethnographic
purposes either show both frontal and profile views of the subject’s face, or only a profile
view. The font-facing pose indicates that these photographs may have been taken at the
request of the sitters, and not as a means of creating an ethnographic archive.10 The
women are dressed traditionally in dresses, with some wrapped partially or completely in
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Bailey, Art of the Osage, 138.
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Such resistance was enacted both culturally and governmentally: “Indians who viewed
themselves as independent peoples were not always cooperative. Even though they might no
longer have the military force to defeat the white man, Indians had subtle ways to slow the agents
in their bureaucracy.” Strickland, The Indians in Oklahoma, 39.
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For example, Frank A. Rinehart’s 1898 portraits of Native Americans at the Indian
Congress in Omaha show both front and side views of many of his sitters. Though Rinehart’s
images show Native Americans as far more individualistic and dignified than contrived or
manipulated images, he was nonetheless commissioned to take the portraits, rather than taking
them at the behest of the sitters.
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blankets, while the men are pictured wearing traditional clothing, dance costumes, and/or
contemporary western clothing. Most of the portraits in the collection were taken indoors,
in front of a painted studio backdrop.
The studio backdrop used in many of the photographs looks as though it is meant
to recreate a European balcony, with fluted columns wrapped with ivy, small trees, and a
body of water with a small sailboat. In some of the portraits the wooden planks of the
floor are exposed, while in others they are covered with carpet. In some photographs, the
grass or dirt is present, signifying that the photographer would take photographs outdoors
with the painted backdrop hanging on the side of a wagon or building. The inclusion of
the European-style painted backdrop is important, demonstrating that the photographer
was not trying to control the setting in order to depict the sitters as “natives,” but that
these portraits are similar to the many cabinet card portraits taken during the Victorian
era. The overall impression of the photographs is that of typical family portraits, in stark
contrast to photographs portraying Native Americans as a “vanishing race.” Such
photographs, primarily those taken by Edward Curtis, eliminate signs of modern culture
in order to create a more “romanticized” view of Native people, thus emphasizing the
impression that Native people and cultures were “vanishing.” Alternatively, photographs
such as those in the Pink Palace collection give an impression of family mementos,
signifying a confidence in cultural and familial continuity.
In one image, labeled “Mary Prier’s son,” a boy stands in front of a painted
backdrop, wearing a plain shirt, vest and pants, a handkerchief around his neck, and
western style boots and hat (Figure 10). Another photograph taken at the same time,
labeled “Mary Prier,” is a photograph of the same boy with a woman we can assume to
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be his mother (Figure 6). Both photographs look to have been taken outdoors, with the
painted backdrop draped over the side of a wooden frame building. A later photograph,
labeled “Mary Prier’s son,” shows who looks to be the same boy, who looks to be a few
years older (Figure 11). The photograph was taken in a studio, and he is in this case
dressed in a traditional dance costume. The difference in clothing indicates that the
photographer was not staging the photographs, but that the boy and his mother were
choosing how to present themselves. It is possible that this young man was pictured in
casual clothing before he was old enough to join the dancers, and later had another
picture taken in order to commemorate his role as an I’n-Lon-Schka dancer.
In another example of cultural pride, many of the sitters in the Pink Palace
collection of photographs wear Presidential Medals around their necks. The appearance
of these medals is common in nineteenth-century Native American portraiture, especially
in photographs and portraits by Charles Bird King. Termed “Indian Peace Medals,” these
were given out by government representatives in order to signify friendship between the
U.S. government and the Native American Tribes.11 First handed out by Lewis and Clark
as symbols of peace, they were later given to the chiefs and warriors of the tribes at treaty
signings, and became important symbols of status to the Native Americans.12 These were
passed down through generations, and were worn on all formal occasions. In one
photograph, a man identified as “Old Toby” wears a dark coat with epaulettes and holds a
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The history of Presidential Medals is complicated, as issues such as intertribal jealousy,
counterfeit medals, the failed promise of friendship and diplomacy, and issues of the colonialist
perception of Native Americans. For information on the history of Presidential Medals, see:
Francis Paul Prucha, Indian Peace Medals in American History (Norman: University of
Oklahoma Press, 1994).
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"About Us," The United States Mint. Accessed November 19, 2014.
http://www.usmint.gov/historianscorner/index.cfm?action=Roles#indian.
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blanket in his lap, (Figure 4).13 Many Native Americans served as Civil War soldiers for
both the Union and Confederacy, and it is possible that “Old Toby” was the Osage leader
Che-To-Pa, who led about 400 Osage warriors for the Union Army during the Civil
War.14 In the group photograph, Band of Osage Indians, by Prettyman, Che-To-Pa is
identified by name, and is pictured wearing traditional clothing and a Presidential Medal
around his neck, (Figure 1).15 This display of objects symbolizing a positive relationship
with the United States government is common. Wearing the Union uniform and a
Presidential Medal for a portrait signified a sense of honor, indicating that the sitters took
pride in the entirety of their history and heritage. Additionally, the inclusion of uniforms
and presidential medals is in stark contrast to the timelessness and romanticism portrayed
by “vanishing race” photography. While the choice to display symbols of service to and
cooperation with a colonial power initially seems at odds with representations of
resistance against that same power, I argue that the display of such prized possessions
was primarily a symbol of an individual’s high status within the tribe, as well as a symbol
of tribal and governmental cooperation, signifying the wearer’s refusal to be portrayed as
a victim.
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Another important example of silent resistance is the photograph labeled “After
the Ghost Dance,” which depicts one of the Osage tribe’s most important cultural
traditions, the I’n-Lon-Schka ceremonial dance, (Figure 9).16 The Kansa introduced the
I’n-Lon-schka dance to the Osage in the mid-1880s, for whom it served religious and
funerary purposes, promoted tribal solidarity and signified peace with other tribes.17 Most
importantly, the dance represented the preservation of the Osage heritage. As Alice Ann
Callahan expalains: “The dances … are not sentimental ritual but an act of cultural selfpreservation. Each participant is, for these four days, at one with his Indian heritage and
by his participation reclaims those Osages in attendance from their year-long allegiance
to white culture. The dances are the means by which Osages preserve their strong identity
as Indians while also co-existing successfully in the white world.”18 In the photographs in
the Pink Palace Collection, the group of dancers is pictured, but not the dance itself. This
is likely due to the sacred nature of the dance, which would dictate that images of the
dance would be considered as sacred as the act of performing the dance, prohibiting
photographers from capturing images. While the sacredness of the dance would not deter
many white photographers from surreptitiously capturing images of the dance in process,
I believe that the depiction of the group of dancers instead of the dance itself speaks to
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both the respect of the photographer for the Osage culture, as well as an assertion of
control that the Osage may have had over the photographs that were taken.
As discussed in chapter one, the photograph of the group of dancers has been reprinted a number of times. Though Parsons created both of the original negatives, J. C.
Avery printed the photograph in the Pink Palace collection. In Avery’s print, we can see
the bottom of an American flag being flown atop the roundhouse, but the majority of the
flag has been cropped out. In the print held by the Zaricor collection, the photograph is
printed full-frame, and the entire flag has been included in the composition, (Figure 12)
allowing us to observe that the flag was flown upside-down.
The symbol of an inverted flag has traditionally been used as a signifier of distress
during wartime, but other groups and individuals have used it to symbolize their
disapproval of or marginalization by the U.S. government.19 The inverted flag was
famously used by the American Indian Movement during the 1960s, but has a long
tradition as a symbol of resistance in Native art. Most white Americans saw no defiance
in the inversion of the flag, assuming that the Native people had made a simple mistake.
However, the symbolism persists as an act of defiance toward the government, as seen in
a photograph by Aaron Huey. The image, taken in 2012, shows two young men holding
an inverted flag during a “rally to commemorate a 1975 shootout between American
Movement activists and FBI agents.”20 The endurance of such symbolism demonstrates a
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continued practice of silent modes of resistance as a means to express their strong
disapproval of United States government, and with the policies that were stripping them
of their well-being, culture, and way of life.21
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CHAPTER 3
COLONIALISM AND REPRESENTATION
“Despite photography’s supposed realism and guise of authority, photographs of
American Indians are surrealistic in the sense of what is ‘seen and unseen.’ For Native
people the seen represents family members and familial and clan relationships – a
familiar world. The unseen is the presence of foreign occupation and the experience of
being watched and recorded by the penetrating stare of the invaders.” – Theresa Harlan1
Portraiture has long been used as a means of propaganda and control, which has
been especially evident in regards to imagery of North American Indians. This was
especially evident between the sixteenth-century and late nineteenth-century, when
imagery of Native Americans was created to serve the agenda of white Americans.
Whether through painted portraits by artists such as George Catlin or Charles Bird King,
ethnographic and documentary imagery, contrived and posed postcard pictures,
romanticized photographs by Gertrude Käsebier or the “vanishing race” photographs by
Edward Curtis, such representations were consistently used to propagate the idea of
Native Americasn as “the Other.” During the sixteenth-century in North America, many
drawings of the Native people were created to convince Europeans that the “New World”
was bountiful and that the natives were friendly, depicting them as uncivilized idolworshippers who could be easily conquered. Though some artists, like John White, were
attempting to depict truthful representations of their day-to-day life, others, like Theodore
de Bry, altered the appearance of White’s images in order to make the Native Americans
seem more European or overly sexualized, and therefore, more appealing to European
eyes. During the seventeenth and eighteenth-centuries, Spanish elites used casta paintings
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as guides to delineate hierarchical representations of mixed-race individuals and families.
In early American history paintings, the Native was depicted as an allegorical figure,
representing the “untamed” land of America and the idea of the noble savage.
Portraits of Native people by painter George Catlin are seemingly more accurate
representations, but nonetheless reveal biases. Catlin devoted his career to capturing
Native American culture. He believed that earlier portraits of Native people were
misrepresentations that heightened animosity toward them, and that his images were
more truthful. However, he sometimes intentionally altered the people or scenes that he
painted. In discussing an early nineteenth-century portrait that he had painted of Máh-ToTóh-Pa, the Mandan chief, Catlin wrote that the chief had a very clear idea of how he
wanted to be represented, and described the various accessories that the chief wore for his
portrait. In the painting, Catlin eliminated many of the accessories that alluded to the
Chief’s power and bravery, justifying his decisions as a means to enhance the grace and
simplicity of the figure.” 2 The actual result was a much less threatening image than that
of the powerful and brave warrior that the chief hoped to present, 1832 (Figure 13).
Catlin, perhaps recognizing an increasing interest in Native Americans as subjects of an
increasingly interested public, found a number of ways to capitalize on their likenesses.
In addition to organizing a traveling exhibition of his paintings, he compiled the portraits
in his book, Catlin’s Indians: Letters and Notes on the North American Indians, 1829-39.
He also established a “Wild West” show, for which he hired Native Americans to
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perform dances and demonstrate tribal customs.3 Catlin’s endeavors resulted in further
propagation of the romanticizing narrative of the North American Indians.4
Charles Bird King was another painter who intended to portray realistic portraits
of Native Americans, but again, his bias and motives are evident in the context of his
work.5 While King’s portraits seem to accurately represent the people whom he painted,
he emphasized the features that would make the paintings seem more favorable to EuroAmericans by reinforcing the idea of the noble savage. For instance, in his painting
Young Omawhaw, War Eagle, Little Missouri, and Pawnees, he accentuated their
“Roman” noses, communicating a sense of nobility and peacefulness, 1821, (Figure 14).
However, he also included a blade pointed directly at War Eagle’s neck, alluding to the
potential threat they posed to white Americans. Another of King’s portraits illustrates the
difference between painted and photographic portraits of Native people. King’s portrait
of Keokuk, a Sauk and Fox leader, 1827, (Figure 15), emphasized physical features
considered favorable, depicting Keokuk with a “Roman” nose and a slight smile on his
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face, but once again with a sharp blade pointing toward his chest. The idea of the Native
as an allegorical figure is enhanced by the hazy landscape and sky in the background. In a
photograph of Keokuk taken twenty years later by Thomas Easterly, he is depicted as
stoic and serious in front of a blank white background, which is very different than the
romanticized portrait by King, 1847, (Figure 16). Though we can attribute some changes
to the time difference and the mechanics involved with taking a daguerreotype, the two
sitters seem to share little in terms of physiognomy. However, we cannot assume that
Easterly’s portrait is entirely accurate, since photographers would also manipulate their
images based on the idea of the romanticized American Indian, or the “Noble Savage.”
This manipulation would become more clear towards the end of the nineteenth and
beginning of the twentieth centuries when white Americans, no longer feeling threatened
by the Native Americans whom they had forcibly relocated and assimilated, increasingly
romanticized and collected the images and artifacts of a people they believed to be a
“vanishing race.” The thrust of collecting Native artifacts and photographs led to the
popularity of “Indian corners” in Victorian homes.6
While powerful individuals and entities with the motives of acquiring land and
resources were in part responsible for propagating the myth of the “vanishing race,” the
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byproduct of the forced acculturation was that the “civilized” population felt a duty to
record and preserve a way of life that they believed would soon disappear.7 Photography
fed the demand to preserve and re-remember, creating in their minds “the formation – in
words and pictures – of the mythic West, the ‘bloodthirsty Indian,’ the ‘noble savage’ and
the ‘exotic’ other.”8 With collections of Native artwork, artifacts, portraiture, picture
postcards, and ethnographic photographs, white Americans separated themselves from
the perceived primitivism of Native Americans in order to enhance their own sense of
civility. This desire to record and preserve cultures thought to be vanishing was of great
interest to scientists as well, but for different reasons.9 Though non-photographic
portraiture had previously been used for what was considered scientific study,
anthropologists and ethnologists found film, photography, and phonographs to be more
efficient and accurate than illustrations in preserving and studying different cultures.10
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For example, American anthropologist Franz Boas was “possibly one of the first to have
recognised the importance of photographic image in ethnographic discourse,” using
photographs to illustrate his text in The Social Organisation and the Secret Societies of
the Kwakiutll Indians.11 However, Boas “had some of the photographs of costumes and
Native ceremonies retouched. The backgrounds were erased to avoid any reference to
historical and geographical contexts that might have interfered with the ethnographic data
he wanted to draw attention to.”12 Though anthropologists and ethnologists intending to
document Native tribes must be considered as outsiders looking at indigenous peoples as
the “Other,” the resulting images were nonetheless more accurate portrayals of the Native
experience than the flawed and jaded “science” of earlier ethnographers.13
Native Americans were not only popular subjects for ethnographic study during
this time, but were also desired subjects for other documentary and pictorialist
photographers. William Henry Jackson was the official photographer for the U.S.
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Geological and Geographic Survey, but the primary purpose for his documentation of
Native Americans “was to be illustrative and evidentiary, serving as visual data for the
federal government to justify and support western expansionism.”14 Gertrude Käsebier,
however, had different motives for taking photographs of Native Americans. Known for
her pictorialist images, it is hardly surprising that Käsebier photographed Native
Americans in a romanticized narrative style. In 1898, Käsebier invited Native American
performers from the Wild West show to her studio, nine of whom showed up to have
their photos taken.15 While the resulting images exhibit a sense of sentimentality and
tenderness, Käsebier was nonetheless affirming contemporary beliefs about Native
culture. In her essay “Some Indian Portraits,” Käsebier discussed the studio session and
the resulting images, emphasizing the “Otherness” of the Native Americans and reifying
the impression that “Native Americans are ‘children’ whose verbal and visual selfexpression is best understood as a means of revitalizing non-Indian culture”16 Käsebier’s
essay typifies the prevalent romanticized perception of Native peoples as “primitive” and
“vanishing,” driving the propagation of harmful stereotypes as a means to allay guilt
about the subjugation of Native peoples.
As further means of propagating the narrative of Native people as a “vanishing
race” of “others” Americans romanticized the conquered Natives as a means to separate
themselves from the “primitive” culture, and to justify oppression and forced
acculturation. The most prolific photographer of Native Americans was Edward Curtis,
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who took more than 40,000 glass plate negatives of Native Peoples throughout the West
between 1906 and 1930. He compiled his photographic record in a 20-book set, titled The
North American Indian, (1907-1930). Although Curtis’ work provides a historical record
of many Native tribes, he posed and manipulated his photographs in order to remove any
signs of modern culture. Curtis’ work has been the subject of both appreciation and
criticism from Native and non-Native people, as he simultaneously documented the
ancestors of native families while also propagating stereotypes of a primitive “vanishing
race.”17 Though Curtis devoted his life to creating a visual archive of Native American
tribes, his methods were deceptive:
Studies have noted how Curtis ensured that some of his Indian subjects posed
majestically for dramatic effect, were adorned in Native dress not part of their
respective culture, or the picture’s nature and angle functioned to convey an
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“When is a Photograph Worth a Thousand Words?” 53.

40

ideological viewpoint embraced by Caucasian American culture.18
By choosing how the subjects in his photographs would be represented, Curtis denied
them the capacity to portray historically accurate images. For example, In a Piegan
Lodge, a photograph of Little Plume and his son Yellow Kidney, 1910, (Figures 17 and
18), Curtis retouched an image to remove a clock from the background in order to
remove any signs that these were modern people, and to propagate the myth of a
“vanishing race.”
While the practice of staging photographs of Native Americans to create a more
romanticized image is well documented, some photographers captured more accurate
representations of the Native culture, showing elements of traditional culture alongside
the acculturation that was taking place. William Prettyman was a frontier photographer
during the latter part of the nineteenth-century, and he had a studio in Arkansas City,
Kansas. In addition to taking his wagon out to reservations, Native people from
surrounding tribes would come to his studio to have their portraits taken. Prettyman
wanted to take photos of Native Americans in what he considered to be their “natural”
setting, but said that they “treasured prints of themselves standing before painted
backgrounds of trees, waterfalls and rocks.”19 These painted scenes were popular
backdrops for Victorian-era cabinet card portraits, in which families would document
themselves for the sake of nostalgia. However, in Prettyman’s opinion, these were not the
ideal backdrops to accurately record the “natural” setting of the Native people.
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A photograph taken by Prettyman in 1887 depicts a group of Osages sitting in
front of a wood frame dwelling, (Figure 19). The wood frame was introduced by the
white settlers, and would take the place of the traditional the Osage longhouse that was
constructed of saplings with a woven roof. The group pictured is dressed in contemporary
European clothing, with the exception of the blankets that some wear wrapped around
their legs. One of the men wears a traditional beaver skin hat and a Presidential medal,
while others wear wide-brimmed cowboy hats with no signs of traditional costume.20
Prettyman’s outdoor images reflect the historical context of the time better than his studio
portraiture, as they document the adoption of Euro-American clothing and house
construction by the Osage, as opposed to “vanishing race” photographs that convey a
sense of timelessness and “primitivism.” However, Prettyman’s studio portraits are also
informative, as they illustrate the agency of the sitters to represent themselves and their
culture as they chose to be remembered.
A pair of photographs taken by Prettyman gives an example of one man’s
resistance to the forced acculturation of Native tribes. The first photograph that
Prettyman took shows two young men wearing three-piece suits, with their hair short and
combed into the style of the time, ca. 1890, (Figure 20). In the second photograph, one of
the same young men is pictured wearing traditional tribal clothing with his hair in long
braids, ca. 1890, (Figure 21). Prettyman told the story of “meeting the seated Osage in his
studio on the latter’s return from Haskell Indian Institute at Lawrence, Kansas.” He went
on to recount that shortly thereafter, “he encountered him in the Osage country in Indian
Territory, where he had happily resumed the dress, customs, and language of his
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people.”21 While we cannot know for certain whether Prettyman tells the truth regarding
the circumstances of photographing this individual, it seems certain that he was not
dictating how the sitters dress themselves, but rather taking photographs of them as they
chose to be represented. Though some photographers captured more authentic images
than those depicted by Curtis, the photos are missing the insider perspective, which, at
this point in time, was only captured by Native photographers.
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CHAPTER 4
A HUMANIZING EYE
“No longer is the camera held by an outsider looking in, the camera is held with brown
hands opening familiar worlds. We document ourselves with a humanizing eye, we create
new visions with ease, and we can turn the camera and show how we see you.” – Hulleah
Tsinhnahjinnie1
Though some non-Native photographers of Native subjects had the intention of
capturing authentic images of Native people, culture, and lives, we can still recognize that
there is a vital piece missing from their photographs. The absence of a relationship
between the photographer and subject is the primary reason that we call the authenticity
of these photographs into question in the first place, for we recognize that the sitters –
albeit the likelihood that they chose how to represent themselves – were nevertheless
confronted by the gaze of an outsider while having their portraits made. While we can
look to the Pink Palace collection of photographs for clues about the dress, traditions, and
attitude of the Osage during the late nineteenth-century, these photographs cannot fully
offer insight into the personal lives, family, friends, and individual personalities of the
sitters. Such aspects of the Native experiences are more apparent in photographs viewed
through the humanizing eye of the Native photographer.
Images created by Indigenous photographers can offer the only truly honest view
of their own realities, as the act of Native artists capturing everyday moments with a
loving and sentimental gaze allows us the most authentic glimpse into their personal lives
and experiences. Rather than non-Native photographers attempting to convey the
“authenticity” of the Native subject, photographs taken by Native artists such as Jennie
Ross Cobb (Cherokee), Richard Throssel (Cree), and Horace Poolaw (Kiowa) capture
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truly authentic images of their families, friends, and neighbors. In these cases, Native
photographers are practicing a silent resistance by using photography to define and
control meaning in their own communities. Contemporary artists such as Will Wilson
(Diné) and James Luna (Luiseño) enter a direct conversation with photographers like
Edward Curtis by re-appropriating archival images of Native Americans. Their
resistance, more overt and critical than earlier Native photographers, offers clear insight
into the contemporary Native attitude towards photographers who propagated the
romanticized myths of a vanishing race.
Jennie Ross Cobb, a Cherokee photographer, was taking photographs of her
classmates at the Cherokee Seminary for women in Tehlequah, Oklahoma, before Curtis
began creating his body of work. Contemporary photographer Hulleah Tsinhnahjinnie
has underscored the significance of Ross Cobb’s work:
The nineteenth-century photographer I believe truly imaged Native women with
love, and a humanizing eye is Jennie Ross Cobb (Aniyunwiya). Photographs of
Native women living in the contemporary, relaxed poses, smiling to a friend.
Photographs by a Native woman photographing Native women at the end of the
nineteenth-century, images Curtis, Vroman, Hillers and the many others could not
even begin to emulate, when the eye of the beholder possesses love for the
beheld.2
The humanizing eye to which Tsinhnahjinnie refers is clearly evident in Ross Cobb’s
approach to the representation of her classmates. The women pictured are at ease, and
their comfort with Ross Cobb as their photographer is evident on their faces and in their
body language. Cobb’s When the Train Came to Tahlequah, 1902, (Figure 22),
contextualizes the time period, with the women in the center of the photograph wearing
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long, full skirts with rows of ruffles, crisp long-sleeved blouses, and large hats. Two of
the women hold up their skirts while walking along freshly installed railroad ties, while
another woman in similar dress walks behind them. Two men walk in the opposite
direction, possibly taking a break from laying railroad ties. The entire image is a glimpse
into the everyday lives of a group of contemporary women, viewed from Ross Cobb’s
insider perspective.
Another photograph taken by Ross Cobb, Graduating class of 1902. Cherokee
Female Seminary, Tahalaquoh, I.T., 1902, (Figure 23), again shows a group of women
dressed in contemporary clothing, most of whom are smiling at the camera, and are posed
naturally in front of their school. Her photograph, Watermelon picnic near Park Hill, I.T.,
ca. 1896-1906, (Figure 24), captures a group of seven people eating large slices of
watermelon. One woman is seated on a fence, with those around standing while they eat.
The leisurely and fashionable photographs are certainly a far cry from the “vanishing
race” photographs by Curtis or photographs of students in Indian Schools, intended to
show the “civilizing” of the Native Americans attending.3 Ross Cobb’s photographs were
taken not as a means to show the impact of the Indian School on Native peoples, but to
document and remember moments that she experienced with her classmates while
attending the school. Though Native Americans attending Indian schools were forced to
adopt the language, dress, names and customs of Euro-Americans, the images
nonetheless offer us a picture of the Native experiences during this time rare in
photographs taken by white photographers. Richard Throssel, a Native Cree who was
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Often, comparison photographs were taken when students arrived at the school showing
them in their typical clothing, then their photographs were re-taken after they were dressed in
uniforms. Many group photographs exist that show children neatly dressed and lined up, as is
typical of class portraits. Such photographs were intended to act as evidence in depicting the
“positive” impact of the schools on Native children.
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later adopted into the Crow Nation, worked as a photographer with Edward Curtis for a
short time.4 Curtis’ influence on Throssel is apparent in his portraiture, with many hazy,
romanticized, pictorialist images of his sitters. However, it is in photographs such as
Crow Indian family sitting at table in kitchen, 1910, (Figure 25), in which Throssel’s
insider perspective is apparent.5 Throssel’s view of a family eating around the kitchen
table is timeless and he, like Ross Cobb, offers a humanizing and sentimental view of a
Native family that was not shown by non-Native photographers during this time.
It is difficult to imagine that images by Curtis and those by Native photographers
Ross Cobb and Throssel were taken at roughly the same period in time, due to Curtis’
creation of a primitive aesthetic. His misrepresentation of the Native experiences
becomes clearer when his work is compared to images taken by Horace Poolaw,
considering that there is only a twenty-year difference in time between the two.
Horace Poolaw was a Kiowa photographer in in Anadarko, Oklahoma, whose career
spanned from 1925 to 1954. Poolaw’s photography, while primarily a celebration and
commemoration of his culture, family, and fellow Kiowa people, also emphasizes the
continuity of Native culture from one generation to the next. In an image of three young
boys, identified as Newton Poolaw (Kiowa), Jerry Poolaw (Kiowa), Elmer Thomas
“Buddy” Saunkeah (Kiowa), 1928, (Figure 26), Poolaw captured the familiar image of
three young boys dressed in contemporary suits and hats, standing behind the back of a
car, and looking fairly uninterested in have their picture taken. Poolaw’s image gives the
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
4
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Native Nations: Journeys in American Photography, ed. Jane Alison (London: Barbican Art
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An alternate title for this photograph is: Interior of the Best Kitchen on the Crow Indian
Reservation.
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viewer insight into the context of the time, with the styles of clothing and vehicle that
immediately signify the placement of his subjects in the 1920s. An image of Poolaw’s
children, labeled “Robert “Corky” and Linda Poolaw (Kiowa/Delaware), dressed up and
posed for the photo by their father, Horace,” 1947, (Figure 27), shows the children
dressed as cowboys, with checkered shirts, hats, bandanas and toy guns. The image
shows Poolaw’s obvious affection for the children, having shot the photograph from
below their eye level in close range. Another image shows two men standing in front of a
plane, Gus Palmer (Kiowa, at left), side gunner, and Horace Poolaw (Kiowa), aerial
photographer, in front of a B-17 Flying Fortress,” 1944, (Figure 28). The men stand
proudly in front of the plane, wearing their uniforms and war bonnets, communicating
both pride in their Native culture and in the service to their country. In a portrait of Alfred
Mamaday (Kiowa), 1933, (Figure 29), we have an image of a young man wearing a
stylish suit and tie, and his hair neatly combed. His relaxed posture and the partial smile
on his face communicate a sense of ease with the photographer. Poolaw’s photography
emphasizes the fact that Native Americans were far from a “vanishing race,” but were
people who lived in modern societies, and who continued to celebrate their Native culture
and identity.
Contemporary artists Will Wilson, and James Luna offer insight into the Native
experiences by re-appropriating images by non-Native photographers of Native subjects.
Through their reclamation and re-interpretation of images and the archive, they rewrite a
persistently incorrect and incomplete narrative about Native identity. Hulleah
Tsinhnahjinnie explains that: “It is principally through the insights and reworkings of
contemporary Native photographic artists that we can begin to shape new understandings
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of the great weight of the nineteenth-century archive photographs held in American and
UK museums.”6 The weight that Tsinhahjinnie refers to is seen in the volume of
photographs of Native Americans taken in the nineteenth-century, and in the persistent
stereotypes propagated by such photographs. Photographer Will Wilson utilizes the
tintype process to create portraits that reclaim representational authority from archival
photographs. By creating contemporary photographs of Native Americans using a
process historically used to communicate ideas about a “vanishing race,” Wilson reappropriates such narratives by asserting the continuity of Native peoples and cultures. In
his dyptich, How the West is One, 2012, (Figure 30), Wilson pictures himself in two
different roles: on the left, he is the stereotype of the Navajo Indian, wearing a necklace
that has been tinted with blue in order to emphasize the turquoise stones. Here, the
turquoise necklace acts as a signifier of the “traditional” Native imagery with which he is
in direct conversation, and that which the white audience has come to expect of a Native
artist. On the right, Wilson is dressed as a “cowboy,” with a white hat and white glove.
The depiction acts as a contrast to the Native experiences, emphasizing the “Native-ness”
of the portrait on the left, and questioning the expectations and underlying assumptions of
the viewer. The profile view, which is typical of ethnographic images, serves as another
visual cue to call attention to purpose of many archival photographs. By using the
historical tintype process, Wilson reclaims the use of photography from photographers
who utilized it as a means of control and categorization. Wilson’s choices of staging,
posing, and use of historical methods all serve to question the authority of photographers
such as Curtis, and in doing so disrupt the notion that these images represent a Native
culture, frozen in time. Rather, Wilson inform the viewer of the continuity of Native
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
6

!

Alison, Native Nations, 12.

48!

people and culture. Wilson’s work represents a resistance to historical colonial
representations, and the agency to create authentic images of Native people as a means to
control the image and use of their own representation.
James Luna is a Luiseño and Mexican-American performance artist who uses his
work to call attention to stereotypes and misperceptions about Native American identity
and culture. Through his simultaneous use of sharp criticism, irony, and humorous
metaphors, Luna visually reclaims and rewrites Native narratives. Luna is perhaps best
known for his performance, The Artifact Piece, 1987, (Figure 31), for which he laid
motionless on a bed of sand in an exhibition case surrounded by exhibit labels and
personal objects,. The provocative performance piece “made viewers uncomfortably
aware of their own implication in the process of objectification” by challenging the
prevailing representation of Native Americans in natural history museums as dead
cultures to be posthumously studied and preserved.7 Through his body of work, Luna
consistently reveals and undermines underlying assumptions that propagate ideas of
Native Americans as a dying or vanished race, as “Others,” or as “primitive” cultures.
In his performance, Take a Picture with a Real Indian, Luna confronts his
audience with their own biases and assumptions regarding Native identity, stereotype,
and representation, 2010, (Figure 32).8 Prior to Luna’s arrival, the gallery is set up with
three cardboard cutouts of Luna wearing three distinct costumes. Throughout the course
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Truman T. Lowe, “The Art of the Unexpected,” in Emendatio, ed James Luna et. al.
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Luna’s Take a Picture With a Real Indian was originally performed in observance of
Columbus Day, October 2009, at the Christopher Columbus statue outside Union Station in
Washington, D.C. The performance was restaged and recorded in September of 2010.
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of his performance, Luna addresses the audience three separate times in the costumes
similar to those he wears in the cardboard cutout images: first, he wears a loincloth and
shakes a rattle; next, he wears contemporary street clothes; last, he wears a costume
traditionally worn by Plains Indians, and which has no traditional association with his
own heritage. Each time, Luna invites the audience to “take a picture with a real Indian.”
Each time, members of the audience approach the podium on which Luna stands and
have their picture taken with him, and are given a polaroid picture as a souvenir.
Expectedly, more audience members have their pictures taken while he wears the
costume more stereotypically associate with Native Americans, calling attention to the
persistence of the idea of Native peoples as romanticized and primitivized “Others” rather
than contemporary individuals. More significantly, Luna’s performance calls attention to
the indignity of continuous appropriation and consumption of Native bodies, art, images,
cultures, and experiences.
Luna offers a more subtle critical perspective with his “Apparitions” series,
placing archival photographs next to contemporary portraits as a means to discredit the
perceived accuracy of archival photographs, and to call attention to continuity between
past and present Native culture.9 “Apparitions,” which was included in Luna’s 2015
Perfomagraphic exhibition, includes three sets of photographs, with each set consisting
of one black and white archival images and one contemporary color image of Luna taken
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!

50!

by photographer Mark Velaquez. In one pair of photographs, a 1931 photograph of an
older man holding a basket is placed next to a photograph of Luna holding a clock and
wearing a shirt with a picture of Elvis and the phrase, “I’m dead,” 2003, (Figure 33). The
absurdity of the modern photograph – primarily due to the inaccurate use of the object in
his hands – serves as a visual references to the practice of staging archival images in
ways that did not accurately represent Native culture. In this pairing, Luna is telling the
viewer that the 1931 photograph is an absurd representation of Native culture, just as
Luna’s contemporary photograph is an absurd representation of modern culture. The
clock itself is a reminder of Edward Curtis’ deceptive method of removing modern
objects from his photographs as in the case of the photograph with Yellow Kidney and
his son.10 The phrase “I’m dead” on Luna’s shirt questions the authority of photographers
and museum curators who have propagated the perception that Native Americans are a
vanishing or dying race. Luna dispels the notion of Native tribes as forgotten cultures,
asking us to confront the commonly held belief that Native cultures can only be found in
history museums.
In another pair of images, a contemporary photograph of Luna is contrasted with
archival photograph of Jose Albañas, a Luiseño spiritual leader, 1932, (Figure 34). In
both cases, the men hold rattles, but Luna wears a yellow shirt, floral Bermuda shorts,
sandals, and a blue bandana, while Jose Albañas wears a white shirt and suspenders.
Discussing his intention in creating Apparitions, Luna explains: “It is my theory that
many people believe that there is ‘truth’ to archival photos and that is the way it was.
Taking that premises I added photos of myself and elders in juxtaposed poses in an
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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attempt to say, ‘We are the same people.’”11 In doing so, Luna questions the assumption
that Native cultures are unchanged, and asks the viewer to reconsider the believability of
archival photographs. Luna’s contemporary images, though they initially seem more
humorous – and therefore less “believable” than the documentary-style archival
photographs, represent Luna’s agency in the creation and dissemination of his own
likeness. With Apparitions, he asks the viewer to recognize that Native Americans
pictured in archival photographs did not always enjoy such agency.
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CONCLUSION
Through research on and visual analysis of the photographs of Native Americans
in the Pink Palace collection of photographs held by the Memphis Library, I have found
that the images offer insight into aspects of the lives of Native Americans living in
Pawhuska, Indian Territory – and later Pawhuska, Oklahoma Territory – during the late
nineteenth-century. The Osage, along with many other Native peoples, suffered
generations of policies that adversely affected them: forced removal, violence,
socialization, assimilation, theft of land, appropriation of culture, adverse stereotyping
and misrepresentation. In spite of this, the Osage were able to practice personal and tribal
agency in the retention and celebration their culture and identity, passing traditional
language, dance, art, values, and photographs on to future generations.
In order to conduct a study of the collection, I first demonstrated that the images
in the collection were not contrived in any way. Next, I offered support for the theory that
such images are illustrations of the agency of the sitters to represent their Native identity,
and therefore serve as examples of a mode of silent resistance practiced by Native
Americans. In the first chapter, I summarized the research that I have conducted on the
photographer and the collection, therefore establishing tribal identity for some of the
individuals pictured in the photographs. In the second chapter, I offered a visual analysis
of the photographs in the collection in order to demonstrate how they depict elements of
traditional Osage culture, and put forth the argument that in doing so, such images
illustrate subtle and overt examples of resistance. I believe that the modes of resistance
employed by Native Americans were effective in protecting their individual, familial, and
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cultural identities during a time that the United States government was forcefully
enacting policies of assimilation and subjugation.
In the third chapter, I discussed the history of colonialist representation of Native
Americans, from the early sixteenth-century to the early twentieth-century, and the ways
in which Euro-Americans created images in order to exert both overt and subtle methods
of control over Native peoples. Through painted portraits depicting the “noble savage,”
ethnographic and documentary imagery, contrived and posed postcard pictures,
romanticized photographs, or “vanishing race” photographs, such representations were
consistently used to propagate the idea of Native Americans as “the Other.” In chapter
four, I discussed how photographs taken by Native artists Jennie Ross Cobb, Richard
Throssel, and Horace Poolaw illustrate the Native perspective, and therefore tell a much
more accurate story of the Native experiences than images created by non-Native artists. I
also discussed the resonance of archival images for contemporary Native American
artists Will Wilson and James Luna, considering how these artists re-appropriate images
and narratives about Native peoples in order to reclaim and rewrite the history of the
Native experiences. By referring to and responding to archival photographs,
contemporary artists highlight that these photographs are not documentation of a
“vanishing race,” but are part of the continuous narrative of Native American history.
Although nineteenth-century photographs of Native Americans were often created
to portray romanticized images of a “vanishing race,” they can also represent the agency
of the sitters. Studio portraits such as these offer insight that documentary,
anthropological and sentimental “vanishing race” photographs are missing: they signify
the agency of sitters visiting studios and choosing to have their portraits made as a means
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of documenting themselves, as opposed to photographers like Curtis who traveled the
United States to document Native Americans. These portraits represent how the Native
people wanted to be seen, rather than how European Americans wanted to see them. The
agency to control their own representation signifies a silent resistance against the
governmental control over every other aspect of their lives. It is through such resistance
that Native people were, and still are, able to survive the trauma of cultural and physical
devastation. The photographs in the Pink Palace collection show Native Americans not as
a primitive, timeless, or a “vanishing race,” but place them within the context of their
time, and in doing so, illustrate the continuous and changing narrative of Native identity.
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APPENDIX

Fig. 1. William S. Prettyman, Band of Osage Indians. ca. 1890. Albumen print mounted
to cardboard, 12 x 10 in. Reproduced from Cowan Auctions:
http://www.cowanauctions.com/auctions/item.aspx?id=76018. (accessed April 2, 2016)
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Fig. 2. Unknown, Native American Adult and Child. ca. 1890. Photograph mounted to
cabinet card, 4.25 x 6.5 in. Memphis Public Library & Information Center, Pink Palace
Photograph Collection, 11.59. Text on back: Little Bear & son – Gift – Mrs. Clark.
Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/24/rec/10.
(accessed March 4, 2016)
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Fig. 3. Unknown, Native American Man. ca. 1890. Photograph mounted to cabinet card,
4.25 x 6.5 in. Memphis Public Library & Information Center, Pink Palace Photograph
Collection, 11.28. Text on front: Cha-sah-wah-sah or 3rd God of the Osage. Text on back:
Cha-sah-wah-sah or 3rd God of the Osage. Clark – The Memphis Museum – June 10,
1956. Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/52/rec/3.
(accessed March 4, 2016)
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Fig. 4. Unknown, Native American Man. ca. 1890. Photograph mounted to cabinet card,
4.25 x 6.5 in. Memphis Public Library & Information Center, Pink Palace Photograph
Collection, 11.53. Text on back: Old Toby. Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/71/rec/50.
(accessed March 4, 2016)
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Fig. 5. George W. Parsons, Three Young Native American Men. ca. 1890. Photograph
mounted to cabinet card, 6.5 x 4.25 in. Memphis Public Library & Information Center,
Pink Palace Photograph Collection, 11.39. Text on back: Sasacalf Geo. Summers.
Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/22/rec/13.
(accessed March 4, 2016)
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Fig. 6. Attributed to J. C. Avery, Native American Woman, Boy, and Dog. ca. 1890.
Photograph mounted to cabinet card, 4.25 x 6.5 in. Memphis Public Library &
Information Center, Pink Palace Photograph Collection, 11.66. Text on front: Mary Prier.
Text on back: From… Avery – Sedan, Kans. – Duplicates from this negative at a reduced
rate. Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/84/rec/62.
(accessed March 4, 2016)
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Fig. 7. Unknown, Two Native Americans. ca. 1890. Photograph mounted to cabinet card,
4.25 x 6.5 in. Memphis Public Library & Information Center, Pink Palace Photograph
Collection, 11.3. Text on back: She-o-neh-hah & Albert Penn.
Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/28/rec/4.
(accessed March 4, 2016)
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Fig. 8. Unknown, Native American Family. ca. 1890. Photograph mounted to cabinet
card, 4.25 x 6.5 in. Memphis Public Library & Information Center, Pink Palace
Photograph Collection, 11.47. Text on back: Clark – The Memphis Museum – June
10,1956. Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/65/rec/44.
(accessed March 4, 2016)
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Fig. 9. Printed by J. C. Avery, original negative by George W. Parsons, Native American
Gathering. ca. 1890. Photograph mounted to cabinet card, 4.25 x 6.5 in. Memphis Public
Library & Information Center, Pink Palace Photograph Collection, 11.49. Text on front:
After the Ghost Dance. Text on back: After the Ghost Dance – From… Avery – Sedan,
Kans. – Duplicates from this negative at a reduced rate. Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/67/rec/46.
(accessed March 4, 2016)

!

71!

Fig. 10. Attributed to J. C. Avery, Native American Boy with Dog. ca. 1890. Photograph
mounted to cabinet card, 4.25 x 6.5 in. Memphis Public Library & Information Center,
Pink Palace Photograph Collection, 11.78. Text on front: Mary Prier’s son. Text on back:
From… Avery – Sedan, Kans. –Duplicates from this negative at a reduced rate – Clark.
Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/96/rec/74.
(accessed March 4, 2016)
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Fig. 11. Attributed to J. C. Avery, Native American Boy. ca. 1890. Photograph mounted
to cabinet card, 4.25 x 6.5 in. Memphis Public Library & Information Center, Pink Palace
Photograph Collection, 11.23. Text on front: Mary Prier’s son. Text on back: Gift – Mrs.
Clark – Avery, Sedan, Kans. – Duplicates from this negative at a reduced rate.
Reproduced from Dig Memphis:
http://memphislibrary.contentdm.oclc.org/cdm/ref/collection/p15342coll10/id/47/rec/27.
(accessed March 4, 2016)
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Fig. 12. Negative by G. W. Parsons, Photo of Osage Indians With Inverted U.S. Flag on
Pole, ca. 1890. Photograph, 5 in. x 7.375 in. Zaricor Family & Flag Center. Reproduced
from: http://www.flagcollection.com/itemsummary.php?CollectionItem_ID=2753.
(accessed March 4, 2016)

!

74!

Fig. 13. George Catlin. Máh-To-Tóh-Pa, the Mandan Chief, 1832. Oil, 29 x 24 in.
Smithsonian American Art Museum, Renwick Gallery. 1985.66.386,593X. Reproduced
from the Smithsonian Institution:
http://americanart.si.edu/collections/search/artwork/?id=4247. (accessed April 2, 2016)
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Fig. 14. Charles Bird King, Young Omahaw, War Eagle, Little Missouri, and Pawnees,
1821. Oil on canvas, 28 x 36-1/8 in. Smithsonian American Art Museum, Washington,
D.C. 1985.66.384,222. Reproduced from the Smithsonian Institution:
http://americanart.si.edu/collections/search/artwork/?id=13740. (accessed April 2, 2016)
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Fig. 15. Charles Bird King. Keokuk, Sac (Watchful Fox), 1827. Oil on panel, 17-1/2 x 133/4 in. The National Museum of Denmark, Copenhagen. From: Pohl, Frances K. Framing
America: A Social History of American Art. New York: Thames & Hudson, 2002. Plate
3.43.
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Fig. 16. Thomas Easterly. Keokuk or the Watchful Fox, 1847. Daguerreotype. Missouri
History Museum Photograph and Prints collection. Easterly Daguerreotype Collection.
N17179. Reproduced from the Missouri History Museum:
http://collections.mohistory.org/resource/89479.html. (accessed April 2, 2016)
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Fig. 17. Edward Curtis. In a Piegan Lodge, 1910. Photograph. Library of Congress Prints
and Photographs Division Washington, Washington, D.C. Reproduced from the Library
of Congress: https://www.loc.gov/item/2003652798/. (accessed April 2, 2016)
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Fig. 18. Edward Curtis, The Piegan. The Cheyenne. The Arapaho, 1910. Photogravure,
14-1/8 x 17-1/3 in. From: Edward Curtis, The North American Indian, Volume 6.
Cambridge: Cambridge University Press, 1911, plate no. 188. Reproduced from
Northwestern University Library:
http://curtis.library.northwestern.edu/curtis/viewPage.cgi?showp=1&size=&id=nai.06.po
rt.00000006.p&volume=6. (accessed April 2, 2016)
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Fig. 19. William S. Prettyman. Untitled, ca. 1890. Photograph. From: Robert E.
Cunningham. Indian Territory: A Frontier Photographic Record by W.S. Prettyman.
Norman, OK: University of Oklahoma Press, 1957. Page 83.
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Fig. 20. William S. Prettyman. Untitled, ca. 1890. Photograph. From: Robert E.
Cunningham. Indian Territory: A Frontier Photographic Record by W.S. Prettyman.
Norman, OK: University of Oklahoma Press, 1957. Page 76.
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Fig. 21. William S. Prettyman. Untitled, ca. 1890. Photograph. From: Robert E.
Cunningham. Indian Territory: A Frontier Photographic Record by W.S. Prettyman.
Norman, OK: University of Oklahoma Press, 1957. Page 76.
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Fig. 22. Jennie Ross Cobb, When the Train Came to Tahlequah 1902. Ozark and
Cherokee Central Railroad, Fayetteville to Okmulgee. 1902. Photograph. The Oklahoma
Historical Society. From: Christopher Pinney, et. Al. Photography's Other Histories.
Durham, NC: Duke University Press, 2003. Figure 7.
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Fig. 23. Jennie Ross Cobb, Graduating Class of 1902. Cherokee Female Seminary,
Tahalaquoh, I.T. 1902. Photograph. The Oklahoma Historical Society. From: Jane
Alison. Native Nations: Journeys in American Photography. London: Barbican Art
Gallery in Association with Booth-Clibborn Eds., 1998. Plate 192.
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Fig. 24. Jennie Ross Cobb Watermelon Picnic Near Park Hill, I.T., ca. 1896-1906.
Photograph. The Oklahoma Historical Society. From: Jane Alison. Native Nations:
Journeys in American Photography. London: Barbican Art Gallery in Association with
Booth-Clibborn Eds., 1998. Plate 194.
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Fig. 25. Richard Throssel, Crow Indian Family Sitting at Table in Kitchen (Alternate
title: Interior of the Best Kitchen on the Crow Indian Reservation). 1910. 12 x 8 in.
National Anthropological Archives, Smithsonian Institution, Washington, D.C.
00486700. Reproduced from the Smithsonian Institution:
http://collections.si.edu/search/results.htm?q=record_ID%3Asiris_arc_21402&repo=DPL
A. (accessed March 4, 2016)
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Fig. 26. Horace Poolaw, Newton Poolaw (Kiowa), Jerry Poolaw (Kiowa), Elmer Thomas
“Buddy” Saunkeah (Kiowa), Mountain View, Oklahoma, ca. 1928. Photograph. Estate of
Horace Poolaw. Reproduced from the National Museum of the American Indian,
Smithsonian Institution: http://nmai.si.edu/explore/exhibitions/item/?id=899. (accessed
March 4, 2016)
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Fig. 27. Horace Poolaw, Robert “Corky” and Linda Poolaw (Kiowa/Delaware), Dressed
Up and Posed for the Photo by their Father, Horace. Anadarko, Oklahoma, ca. 1947.
Photograph. Estate of Horace Poolaw. R Reproduced from the National Museum of the
American Indian, Smithsonian Institution:
http://nmai.si.edu/explore/exhibitions/item/?id=899. (accessed March 4, 2016)
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Fig. 28. Horace Poolaw, Gus Palmer (Kiowa, at left), Side Gunner, and Horace Poolaw
(Kiowa), Aerial Photographer, in Front of a B-17 Flying Fortress. MacDill Field,
Tampa, Florida, ca. 1944. Photograph. Estate of Horace Poolaw. Reproduced from the
National Museum of the American Indian, Smithsonian Institution:
http://nmai.si.edu/explore/exhibitions/item/?id=899. (accessed March 4, 2016)
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Fig. 29. Horace Poolaw, Alfred Mamaday (Kiowa). Mountain View, Oklahoma, ca. 1933.
Photograph. Estate of Horace Poolaw. Reproduced from the National Museum of the
American Indian, Smithsonian Institution:
http://nmai.si.edu/explore/exhibitions/item/?id=899. (accessed March 4, 2016)
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Fig. 30. Will Wilson, How the West is One, 2012. Giclée Prints. Diptych, 36 x 50 in.
Collection of the New Mexico Museum of Art, 2013.18ab. Reproduced from the
Aboriginal Cultural Collective: http://www.acc-cca.com/wordpress/curator-profile/willwilson-2/. (accessed March 4, 2016)
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Fig. 31. James Luna. The Artifact Piece, 1987. Performed at the San Diego Museum of
Man, San Diego, California. From: James Luna et al. Emendatio. Washington, DC:
National Museum of the American Indian, Smithsonian Institution, 2005. Page 15.
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Fig. 32. James Luna, Take a Picture With a Real Indian, 2010. Presented by the
Smithsonian National Museum of the American Indian in conjunction with Vantage
Point: The Contemporary Native Art Collection.Video still reproduced from:
https://www.youtube.com/watch?v=dAa69BVwPYg. (accessed April 2, 2016)
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Fig. 33. James Luna, William Benson (Pomo), basket maker, 1931 (left), and James Luna,
La Jolla Reservation. Photo by Mark Velasquez (right). 2003. Photographs. Apparitions:
Past and Present. Reproduced from: http://m.hangtime.com/events/james-lunaperfomagraphic-identity-cinema-volume-four/584390071695766 (Accessed October 22,
2015).
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Fig. 34. James Luna, James Luna and Jose Albaño, a Luiseño Spiritual Leader, ca. 1932
(right). 2005. Photographs. Apparitions: Past and Present installation in Emendatio.
From: James Luna et al. Emendatio. Washington, DC: National Museum of the American
Indian, Smithsonian Institution, 2005. Page 45.
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